Reviewed by Angela E. Hubler Readers interested in politics and children's literature should find much of interest in this new collection of essays, published by the Irish Society for the Study of Children's Literature. The editors' introduction begins with a useful and appropriately brief overview of analyses of the ideological character of children's literature (9). Appropriately brief, because the essays don't engage directly with theories of ideology or any other particular focus. Rather, they are loosely related in that each in some way focuses on "how children's literature can advocate or contest particular world views" (10). The lack of a narrow focus might be considered a weakness of this collection, but I found much in the individual essays that was thought provoking, even when I was not familiar with the individual texts they focus upon.
The first essay in the collection, which also opens the section on ideology and subversion-Clémentine Beauvais's "Little Tweaks and Fundamental Changes: Two Aspects of Sociopolitical Transformation in Children's Literature"-for example, provides a promising framework within which to consider a wide range of radical literature, not only for children but for a wider audience. Beauvais, rather than considering literature in terms of the particular political ideology advocated (i.e. " 'Green', 'Marxist', 'queer'" [20] ), considers books in terms of "the scope of the . . . transformation encouraged": "local, gradual changes . . . and those that advocate complete restructuring of whole 'worlds'" (21). Beauvais analyzes a picturebook by Jesus Cisneros and José Campanari, ¿Y Yo qué Puedo Hacer?, which exemplifies texts informed by an existentialist perspective that envisions social change on a "microcosmic, individual scale" (23). She contrasts this with another picture book, Révolution, by the French artist Sara, informed by Marxist utopian hope in the possibility of radical social change. Beauvais argues that these contrasting approaches to social change correspond with different ways of envisioning the figure of the child: viewed as like an adult in that each is limited as a person; or "glorified as a child, for being a vector of absolute change" (21). Beauvais's essay is one of the shortest in the collection, and left me wishing for additional examples to clarify her fascinating argument. (The essays in this collection range from about nine to sixteen pages, and in most cases, they would have benefitted from a bit more space within which to develop their arguments.) Is it the case that pessimism about the possibility of radical change should be seen as existentialist in character? Doesn't Marxism also acknowledge that "men make their own history, but they do not make it just as they please; they do not make it under circumstances chosen by themselves, but under circumstances directly found, given, and transmitted from the past" (Marx 595)? Discussion of additional texts might have enabled her to address these questions.
Eithne O'Connell's "Ecocriticism, Ecopedagogy and the Life and Works of Beatrix Potter" notes that while animals and the natural world often appear in children's literature, they "have often been used merely as tropes representing humans and society respectively" (34). O'Connell argues that this is not the case in Potter's work, which makes an ecocritical analysis of her writing worthwhile. Much of this essay relates aspects of Potter's life and writing to Greta Gaard's "six boundary conditions for an ecopedagogy of children's environmental literature" (38). In "Biopolitical Intensity in Children's Fables," Victoria de Rijke argues that "the fable genre" has a "special relationship to biopolitical intensity; an (often unconscious) relationship of children's literature to the symbolic order cracking under political pressure" (945). Unfortunately, de Rijke's development of this thesis is difficult to follow, and her interpretations of a number of the fables she offers to support it are unpersuasive, if only because they are so briefly outlined. For example, she argues that the Grimms' "The Mouse, the Bird, and the Sausage" depicts "class struggle, division, and privilege," but it isn't clear (to this reader anyway) in what way this is so, as she discusses the tale. Olga Springer's "That Imprudent Old Person of Chili: Individual and They in Edward Lear's Limericks" analyzes the subversive potential of nonsense and of the eccentric individual. While classical liberal theory is not the go-to theoretical perspective for the critic interested in the political ramifications of literature, Springer brilliantly illuminates the puzzling and "inexplicable" behavior of individuals in Lear's lyrics via J.S. Mill's arguments, put forth in "On Liberty," in favor of unconventional behavior and against conformity (57). Springer asserts that the political significance of the humor in the limerick is often amplified by "the discrepancy between the speaker's harsh judgement and the old person's harmless behavior" (60). Springer's essay is one of several in the volume that would benefit from illustration, as she argues that "the subversive potential of the limerick . . . is primarily realized in the interplay of text and image" (60). While the language of a limerick might suggest one interpretation, that interpretation is often destabilized by the illustration, an openness that Springer understands in terms of Bakhtin's carnivalesque.
The second section of the book: "Utopias and Dystopias," begins with Anne Marie Herron's "'Don't Let the Fire Go Out': Echoes of the Past, Aspirations of the Future in the Teenage Novels of Eilís Dillon," which focuses on the Irish writer's adventure stories for adolescent boys, published primarily in the mid-twentieth century. Herron shows that, for Dillon, the history of Ireland served both as a source of utopian values, centered in the rural peasantry, and a dystopian warning against the danger of political violence. Herron argues that Dillon's writing is part of an effort not only to entertain, but to encourage an appreciation of the Irish past that would inform the future. Herron identifies the "fire in the hearth" (74), as associated with a rural, Irish tradition that the author wished to promote as part of a "new, progressive, Irish republic" (73).
The past serves a similar utopian function in fantasy by another Irish writer, says Ciara Ní Bhroin, in "Recovery of Origins: Identity and Ideology in the Work of O.R. Melling." Bhroin's analysis centers on three of Melling's novels which depict Canadian protagonists who are part of the Irish diaspora returning to their ancestral Ireland. Melling, who was born in Ireland and raised in Canada, depicts Canadian protagonists who "need to be inscribed in an Irish past" at the same time that they rescue Irish protagonists from violent conflicts that characterize that past with Canadian ideals of "tolerance, adaptability and consensual agreement" (91). One of the many interesting issues that Bhroin raises, and could fruitfully develop perhaps in future work, is the significance of gender: while Dillon's novels center male protagonists, Melling (a generation later) depicts heroic female characters who mediate conflict and enable unity, which is achieved in Melling's novels, but which, Bhroin notes, remains aspirational both for the diaspora and for a divided Ireland.
The final essay in this section, Susan Shau Ming Tan's "National Identity in The Hunger Games" also interrogates the significance of place as it shapes national identity. This powerful essay is an important contribution to the growing body of scholarship on the very popular trilogy. Tan dredges up the painful and oppressive history of the United States repressed by the Capitol in Panem which culminates in the dystopian future imagined by Collins in her trilogy, concluding:
In its imagining of the future, The Hunger Games trilogy acts as a reminder that the United States was built on the back of slave labourers, bought with the bodies of indigenous peoples and industrialized through the exploitation of workers. Katniss' children play in a graveyard. In contemporary America, The Hunger Games reminds us, it cannot be forgotten that we do the same. (103) For Tan-as for many readers and critics-the positive resolution of the trilogy is "exposed as a myth" (102). And while I think this is a great essay, I remain unconvinced of this (and have argued in favor of a less dystopian reading of the conclusion). On the one hand it is certainly true that, as Tan quotes Plutarch, "we're fickle, stupid beings with poor memories and a great gift for self-destruction" (Collins 102). On the other hand, one must acknowledge, it seems, that the future for Katniss and the new republic remains open as the trilogy ends. Why then, do Tan and so many other critics insist on imposing closure upon it? If the future of the new republic is already decided, isn't that of the United States as well? That is dystopian indeed.
While Elizabeth Galway's "'You are the Hope of the World': The Figure of the Child in First World War Children's Literature," begins a new section of the book focused on experiences of war and exile, it also continues themes from earlier sections related to ideology and the image of the child. Galway's fascinating essay looks at "English language children's literature from the First World War," showing that the figure of the child was mutable: it was variously imagined as "victim, soldier and peacemaker" (104, 105). While the child victim was seen as "vulnerable, innocent, and disempowered," this figure functioned in some texts to argue against war; in other cases, however, Galway shows it was used to "celebrate the contributions of Allied soldiers, who are presented as protective, masculine figures" (106). The helpless child victim contrasts the images of the child as powerful: the soldier, both male and female; and the child peacemaker.
The memory of World War I functions to legitimate fascist violence, which was often represented as in defense of veterans of the war, argues Jessica D'Eath, in a strong essay about a repellent literature, "The Gallant Fascist in Italian Children's Literature in the Inter-War Period." This literature "features the exploits of "'the gallant fascist,' the heroic guardian of the Italian people who metes out 'justice' through recourse to acts of brutal and often humiliating violence" (116). D'Eath points out that while violence was common in Italian children's literature, that violence was typically perpetrated against a "barbaric" "other" or geographically distant victim (119). D'Eath analyzes the factors that made violence against Italian victims acceptable: humor and other "mitigating devices" (119). The representation of this violence is historically and politically significant, as the squadristi violence celebrated was repressed in earlier fascist literature.
Áine McGillicuddy's "Out of the Hitler Time: Growing Up in Exile," in its focus on language and identity as it figures in Judith Kerr's autobiographical trilogy, is only loosely political in its concerns. This may be in keeping with the novels, as McGillicuddy notes that they are more focused on "the personal, everyday experiences of life in exile and family relations than political events of the time" (129). McGillicuddy traces the way in which the child refugees from Nazi Germany assimilate first to German-speaking Swiss culture and then to French and English, and distance themselves from their "original identity" as it is increasingly associated with Nazi atrocities.
Marian Therese Keyes' "Paratexts and Gender Politics: A Study of Selected Works by Anna Maria Fielding Hall" opens the final section of the collection, "Gender Politics." Keyes examines paratextual elements in The Juvenile Forget Me Not, edited by Hall from 1829-37, her memoir, and other works, showing that they "served to reinforce the didactic nature of their writing, not only for children but all her readers who might need reassurances that she did not step beyond the acceptable boundaries for a woman writer" (156). Keyes' analysis of portraits of Hall as a "model Victorian woman exuding class, taste, modesty and erudition" (148) left me wishing she would more fully relate these gendered representations to gender and class ideologies of the period.
Even those (like myself) who have not seen French director Catherine Breillat's film adaptation of Perrault's Le Barbe Bleue will find much of interest in Brigitte Le Juez' analysis of it in "Young Women Dealing with Abuse: Catherine Breillat's Cinematic Perspective on Bluebeard." Le Juez argues that the many retellings of this tale are enabled, at least in part, by its ambiguities. On the one hand, the "unusual narrative structure" begins where many traditional tales end, and depicts the oppressions of marital life (162). On the other, Perrault insists that "no longer are husbands so terrible" and that the protagonist's curiosity results in the horror; yet, she triumphs over her sadistic husband (163). Breillat's film, energized by the fearless heroine, depicts a brave fiveyear-old girl who insists on telling the tale to her terrified older sister. Le Juez suggests that the ability to confront such violence is necessary to survive it.
"Sexual Violence and Rape Myths in Contemporary Young Adult Fiction," by Marion Rana, is a welcome and useful expansion on the many analyses of the way in which ideologies that normalize sexual violence are perpetuated in the disturbingly popular Twilight series by examining rape myths in other young adult fiction, including the Vampire Diaries. While Rana notes that the genre of the vampire novel is conducive to the perpetration of rape myths because of its "intermingling of sexuality and violence," she also offers examples from other genres to show the way in which "a broad segment of young adult fiction not only supports prevailing rape myths but also recreates traditional sexualized gender roles (such as female passivity and male sexual dominance and aggression) and the acceptance of sexual violence as a rite of passage and initiation (178). The editors of this collection begin by observing that children's literature is commonly thought to be even more ideological in character than literature for adults. Given the persuasive argument of this last essay-about fiction commonly read both by children and by adults, and reflecting ideologies that are uncritically embraced-one wonders if that is actually so.
